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Purpose of the Thesis;
The purpose of the thesis is to investigate the
manner in which the human figure has been used in
painting as a device for expressing ideas of an In
tuitive sort by artists who have worked within a
formal framework of realism. My aim is to study
selected artists from the period of Mannerism to the
present and to apply the information gained to my
own work where it seems valid and fitting.
Scope of the Thesis:
In the study I would examine the work of contemporary
painters who seem Interested in the expression of
intuitive, poetic ideas through the use of the figure.
It is my belief that certain relationships can be
drawn between these painters and those of earlier
periods of art in terms of humanistic values. For
this reason I would investigate the nature of work
from artists of the past and particularly the late
Renaissance who worked with the figure as a mode of
expression. The knowledge gained in the research
will serve as the basis for the body of the thesis
work which will consist of a group of four to six
paintings.
I plan to do the paintings in oils; however other




The work will begin with visual investigation of the
work stated in order to gain Insight into color usage,
perspective devices and the structure and form of the
human figure as it has been presented by the artists
being studied.
The subject matter of these paintings will be based
on intuitive ideas of a very personal nature. I will
begin with a series of sketches and color studies and
proceed to the actual painting.
At the conclusion of the thesis, I will present a
written statement which will discuss the relationships
which I have found in my research. The statement will
also cover the progress and completion of the paintings.
The paintings wiir:also be presented at this time demon
strating my personal relationship to this form of
painting.
Alternative Proposals:
I. SELF PORTRAITS OF AN INTUITIVE NATURE





While many kinds f subjects have intrigued me in
my painting, I have found myself continually drawn to the
human figure as my major expressive subject. It was on
the basis of this interest that I naturally, indeed almost
instinctively turned, as I arrived at a decision regarding
my thesis area. In the words of Bernard Berenson;
Now there is one and only one object in the visible
universe which we need ^_ot anthropomorphize to realize
- and that is man himself. . . . nothing t&en that will
produce Its effect with such velocity and power. . .
^
In a discussion of the human figure, Sir Kenneth
Clark said;
But the human body, as a nucleus, is rich in
associations, and when it is turned into art
these associations are not entirely lost. It
is ourselves and arouses memories of all the
things we wish to do with ourselves; and first
of all we wish to perpetuate ourselves. 2
It is true that one can forcefully deliver an obser
vation in many different ways; we need only consider the
work of such contemporaries as Andy Warhol or Robert
Rauschehberg. It is my opinion, however, that if one is
discussing such positive humanistic values as love and
harmony among men or a call for compassion and understand
ing, one can find no more immediate cr penetrating image
than that of man.
1
There can be little doubt that the presence of the human
form in art commands our attention and evokes deep felt-
responses on the part of the observer. Sincefc this is
so obviously true, the value of the human figure as an
expressive device can hardly be overestimated. Indeed,
I believe that this is the major reason for the continued
and unyielding popularity of the human figure realistically
represented in art. While the human form can be rendered
in as many different ways as any other subject in painting,
it is my belief that the more closely aligned the rendered
image is to what our eyes tell us the form of man is, the
more immediate our personal response will be*
As I have looked back into the history of art, it
has occured to me that this humane concern had its beginnings
in the late Renaissance. Prior to this time the history
of European painting reflects an attitude of negativism
regarding man and his existence. As Berenson states:
... in the period of the middle ages the human
body was denied all intrinsic significance. 3
Where man is concerned in art as subject, he is looked
upon as basically evil, with little or no hope of sal
vation. His plight is one of being the victim of fate,
doomed by his very being to eternal hell. The change in
theological and philosophical thinking which occured during
the Renaissance served as the spring. board from which a
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new respect for man as being "a little lower than the
angels"
was to unfold. In the words of Berenson again;
The medieval skys had been torn asunder- and a
new heaven and a new earth had appeared. . .Of
sovereign interest was all that helped man to
know the world he was living In and his power
over it. 4
With this new trend came artists who strove to portray
this thinking in their work. The most noted and earliest
of these was Caravaggio. While many artists before him
had made use of live models, it was Caravaggio who found
within the physical being of his models, true and simple
beauty which made them worthy of personifying the most
revered subjects in painting, with very little if any
change from the way In which they actually appeared.
Such was the case with his painting of the Madonna, for
example, shown with the dust of the road still clinging
to her feet. He moved the imagery of the most revered
religious subjects from unreachable heights, to the level
of everyday existence and by so doing brought man closer
to his God. At the same time, he heightened the respect
for man himself as a creation of that God.
Caravaggio employed many devices, stylistically, in
his search for a heightened realism, but it is my content
ion that his greatest contribution lay in his ability
to perceive, within the beinS
of the common man essential
and eternal traits of goodness. As an example, let us
3
consider one of Caravaggio
'
s better known paintings, "The
Calling of St. Matthew". While the individuals in the
composition are readily acceptable as non-idealized in
dividuals, at the same time each of them seems to em&rtate
an inner light. A positive response is evoked. One can
readily believe that Caravaggio has presented his people
in much the same form as he has found them in the streets
outside his studio. But with his masterful handling of
imagery, he has infused these common men with an uncommon
quality of goodness and beauty. By so doing, he presents
to the viewer images which he can readily feel at home
with. These are people whom he can believe, have known
the same questions as he has about existence and meaning.
At the same time Caravaggio gives the viewer more; a clear
portrait of the inner light and goodness which man essent
ially possesses. I personally feel that a good example of
this is to be found in the figure of the old man holding
a horse in his
painting,"
The Conversion of St Paul".
After viewing
Caravaggio'
s works, we come away with a
deeper self respect and indeed a more profound awareness
of the goodness which Is iriherint in all men. In regard
to Caravaggio 's work Bazln has said;
The people in Caravaggio 's paintings are bound
together by dramatic relationships which raise
all the problems of life, grief, and death. It
is not surprising that Caravaggio 's art opened
the way to the anxious exploration of the soul
which attracted many of the painters of the
seventeenth century. 5
This early response to the beauty and dignity of man
served as the foundation of a whole new form of expression
which was to become a tradition in European painting in the
centuries which followed. One need only consider the
work of Rembrandt to see this tradition carried to a
later period and intensified. His canvases portray this
same intuitive response to the humane dignity of man as
do the works of many others who followed him.
The break with tradition, in the use and intent of
the figure as subject, seems to have occurred with the
artists who broke with and indeed revolted against the
official art of France at the end of the ninteenth cent
ury. The human figure, as a sincere and meaningful vehicle
for humanistic expression had been prostituted by many
of the official painters of France for the gratification
of the corseted, well-monled, salon goers of the time.
Medals of the Legion of Honor as well as fat pUrses went
to the painters who woxJEld produce the kind of superficial,
overly sentimentalized canvases that held such great appeal
for the shallow minded, new rich of the period. As he
surveyed the artistic climate of his time, Courbet express
ed his resentment;

figure 1. An obvious example of the decadence which
Courbet felt so strongly about, which won for it's paint
er, Toulmouche, the decoration of the Legion of Honor in
1865.
In this socialist century we live in, what
could be sadder for an artist to see than
that exhibition of pictures he mounts annua
lly. . . what could (make him sadder than) to
see that crowd of people who look without
seeing (as if they had fallen from clouds)
and who have their minds on business. None
theless, it is for them that all this was
done, for the artist has degenerated since
his contact with this world of moneji and no
longer fulfills his mission. No longer does
he put his handprint on the world; it is the
world that has put its handprint on him, so
much so that we have descended from art to
fashion. 6
On account of this decadence, the tradition of realism
and the social commentary that had been such a great part
of it, was cast into scorn. So deep and bitter was the
scorn that, with few exceptions, any painter who took
himself and his work seriously from that point on, almost
instinctively, turned toward the newer directions and
concerns with which many of the leading avant-garde art
ists were working.
Photography, as well, had its part in confusing the
issue. Many painters, realizing the ability of film to
record the actual scene as it appeared to the eye, saw
this as the end of the need for realistic painting. It
would be some time before a new and clearer insight would
show the limitations of photography in terms of its lack
of ability to interpret the scene as only the combination
of the human- hand and mind can do. With this new insight
came a clearer understanding of the role of the artist
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and his ability to decide what should be included, softened
heightened or excluded to create a visual statement of
meaningful and lasting significance. When this realization
took place, the cultural response to realism took on new
life and realism's value as a humanistic mode of expression
regained its stature. For example, If ome were to compare
photographs of battlefields during World War I with the
*
etchings and drawings by Kathe Kollwitz from the same
period, it is my opinion that the lasting significance of
Kollwitz
'
s work might come through clearly. After a per
iod of fifty years many of the war photographs which were
pertinent to the times now seem remote and distant, with
little or no real immediacy or depth of concern for us.
On the other hand, one need only view
Kollwitz'
s "Battle
field, Night", to experience a deep and compassionate
response. This, then, would be as pertinate to us, and
as unquestionably moving, as it was at the time of its
creation. For Kathe Kollwitz, the statement was not
limited by time and place, but was a universal cry for
humanism and compassion. It is a simple statement on the
surface, dealing with the need for genuine and sincere
love to triumph over mans evil. There is no room for error
or groping. The immediacy and depth of her statement
comes through to us directly and convinces us of the
basic honesty of feeling and sincerity of expression which
7
is so important in her work and we are
moved. We are
still men after all, sharing the burdens of life in much
the same way as did men of earlier ages.
And so the tradition continues to our time. While
wild, rampant artists of our era strive for the new way
of expressing themselves and see tctal freedom of express
ion as an end in itself, the quiet, steady -flow of human
ism continues. One might d& well, in the confusion and
diversity of our time, to consider the words of John Ruskin
when he said;
Respect for the ancients is the salvation of art,
though it sometimes blinds us to its ends. It in
creases the power of the painter, though it dimin
ishes his liberty; and if it be sometimes an incum
brance to the essays _>f invention, it is oftener
a protection from the consequences of audacity.
The whole system and discipline of art, the coll
ected results of the experience of ages, might,
but for the fixed authority of antiquity, be swept
away by the rage of fashion, or lost in the glare
of novelty; and the knowledge which it had taken
centuries to accumulate, the principles which
mighty minds had arrived at only in dying, might
be overthrown by the frenzy of a faction, and aband
oned in the insolence of an hour.
As we view the work of such artists as Bacon, or Baskin
or Wyeth, there can be little doubt that the tradition of
humanism continues. A deep and unyielding concern for the
condition of man, pertinent to our age, yet rooted in




As I stated in the thesis proposal, the painting which
I was to do was to be of an intuitive nature. It was my
belief that, being interested in poetic and very personal
reactions to life, my work needed to come spontaneously
and from within. It had been characteristic of my most
sucessful drawings and paintings to appear quite spontan
eous and fresh, with little being allowed to happen to the
original line quality which served as the basis for the
work. It seems that my original commitment comes through
fresh and has a strength about it which can only diminish
if I work into it. Like an idea delivered verbally is of
greater consequence when the words are few and well chosen
rather than a long laborious expression. This had been the
case with my drawing and I felt that it would hold true
in my painting.
Prior to the beginning. of the first painting, I had
been investigating the nature and ideas of the Mannerist
period. Among other ideas which I came upon in the invest
igation, I was struck by the highly individual approach of
many of the artists of that period. In many cases, Manner
ist painters were intrigued with the occult as well as
mysticism and mythology. These areas provided an outlet
and escape from the factual and scientific atmosphere of
the time and indeed might well be considered a direct re
action against this atmosphere. An interesting parallel
to our own
times.'
It would be difficult to say exactly why
the first painting occurred. But I am convinced that the
investigation just mentioned as well as earlier study of
the work of Delacroix entered Into it. The centaur, as an
expressive subject, held a great deal ofl satisfaction and
meaning for me. He is the embodiment of freedom, combining
the rampancy of a wild animal with the cunning and intellect
of humanity- I have presented the figure, employing a
concept of ambiguous space developed by the Mannerist
painters. A background that creates a heightened sense
of movement and potential excitement. Intuitively, the
painting is based on a feeling of rampant energy, bounded,
but at the same time seeking release. The hint of the
human form Implies mankind or perhaps the individual,
given added strength and freedom by the incorporation of
the animal body. He runs before an impending storm in
what appears to be a successful escape. To heighten the
electric quality and fever pitch of the expression, I
allowed crisp linear detail to take place in charcoal as
well as allowing raw canvas to break through in some areas.
The unfinished quality seems to heighten tie intended
expression. The finished painting, ( figure 2) comes
through with an overall feeling of rapid, direct and pre






at the same time, an element of mystery about the work
which, while it remains elusive, creates added interest and
tension in the work. Another characteristic of Mannerist
painting.
With surrealism, mannerism is the art capable
of opening doors to other
worlds.10
Initially the idea of working with mythological subjects,
especially centaurs, appealed to me. After completing several
drawings and the painting on the subject .Xhowever, I found
that I had exhausted my Interest in this subject.
I have, for some time, been interested in the life and
work of the British poet, Percy By s she Shelley and it was
to him that I next turned for inspiration. His life and
nature have been meaningful to me. As he once described;
A beautiful and ineffectual angel, beating in the
void his luminous wings in vain.11
It occurred to me that this description might well be used
to describe the plight of the humanist in our time. Here
was an idealist coming to grips with reality. A holder
of Impossible visions, not by choice but as an integral
part of his nature.
A somber setting seemed appropriate for this work,
and again in the Mannerist tradition I employed a dark,
void like atmosphere in which to place the figure.
The mannerists developed a freer use of space
by creating s feeling of
atmosphere.1^
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He stands physically alone, alluding to his actual station
in life among his contemporaries. The intention was to
create a painting which held a kind of unity throughout,
allowing the figure ands its environment to evoke a total
response. To create this feeling, I limited the colors
which I employed, allowing the background to find its way
into the figure and vice-versa. Some of the techniques
used in the centaur seemed appropriate to this painting and
especially the idea of allowing the linear quality of the
initial drawing to be a part of the finished canvas.
The crisp whites of the raw canvas allowed for a variety
of surface as well as serving to give the figure a slight
but necessary break from the background. The whites
gave the painting visual relief, stylistically without
destroying the general unity of the canvas. Color was
of major significance in creating the mood of the canvas
and I allowed the color to run the gamut of darkness,
feeding into it a variety of shades to enhance its visual
interest. As an accent, I
chose? a shade of violet which
was isolated in the composition. It remained a part of
the painting, but at the same time struck a new cord and
created a slight visual tension which added interest to the
painting as a whole.
The attitude of the figure had to be one of general
security within itself, but at the same time I felt the
12
need to show Shelley as esentially a part of the world
and therefore vulnerable to its onslaught. Both feelings
were accomplished. His pose and general attitude bespeak
the inital desire. To accomplish the second, color was
again employed, relating the figure, unquestionally to its
environment. The unfinished quality of the figure has
a tendancy to show his human vulnerability in comparison
to the rugged strength of the natural ter^ran^ which is
alluded to In the background.
The finished work evokes a somber yet poetic response
not unlike the first canvas. Again, escape from the
limitations of the flesh is its major theme. In attitude,
as well as stylistically, the painting recalls color and
drawing devices of El Greco. I feel that this is particul
arly true in the way the color has been directed for its
expressive, emotional quality. ( figure 3)
While searching the Mannerist works, I found yet another
link with my own work. The drawing, entitled "THE HOLY
FAMILY"by Tibaldy, shows a passion for recording in a total
ly immediate way, the image which the artist envisioned. Its
spontaneous and electric, linear quality appealed to me
greatly and reminded me of some of the drawings which I
had been doing. There is a quality of direct and
untamper-
ed with honesty about it. While the drawing records an
obvious subject matter, at the same time It harbors a





and the dispersement of light and dark is such that one
has difficulty in reasoning it out in a logical way. For
a total response one must accept the work on purely intuit
ive grounds. The experience is indeed rewarding.
It was this small work which tempted me into dealing
with my next painting in the way that I did. I had not
yet exhausted my interest in the life of Shelley as subject
and so, as a theme for the next painting I chose the
meeting of Shelley and Lord Byron at Leghorn. It was at
this time that I had been reading about the Mannerists
penchant for ambiguity and double meaning
13
I could envision this subject, like the last, serving as a
commentary on the plight _f the humanist in our society.
In his search for escape, Shelley had gone to Italy.
'./hen Lord Byron arrived in Leghorn, Shelley, though he
could not swim, sailed to meet him. It was on his return
from this meeting that he drowned. To encompass the
obvious nature of this event, I felt, again, the need to
portray anheroic yet vulnerable figure. He was to represent
a Shelley type Individual, located in an environment which
threatens his being. A seeming harmony on the surface,
with an undercurrent which threatens to engulf him. While
color is always of major importance in my work, I was move-
ed to attempt a compositional arrangement which would
heighten the mood of this particular subject. An arrange
ment which focused on the main figure and yet allowed him
14
a comparatively small amount of space in relation to the
entire canvas and the vast space of his surroundings. I
worked with the balance of darks and lights until the
composition balanced visually, as well as the
disperse-
ment of color. The figure succeeded In acting as a focal
point In the work. His vertical quality, in an other
wise horizontally arranged composition, helped to bring
this about, as did the color piay. I again employed
aspects of the other paintings stylistically and they
worked out quite well.
The total effect of the finished work reflects the idea
which Initiated it quite successfully, j am particularly
satisfied with the composition and the sucessful implem
entation of the various media which I employed. ( fig. ^ )
It is obvious by now that the period of the late
Renaissance holds a deep fascination for me. I have
been drawn to this period, not only by the art work which
was the product of this time, but also by the nature of the
society itself. In many ways It was a very strange period,
filled with curiosity and investigation, which lead in part
to a concern for the mystical and the occult. In the words
of Bosquet, it was, where many artists were concerned, a
period of
extravagant oddity...
As I sought out information on the period, I became
fascin-
15
ated by the pageantry and social activities of the time.
My next painting was based on this insight. It was my
intention to create a work which would embody a mystical,
poetic and totally imaginary feeling, approximating my
personal reactions to this aspect of my research. The
painting proved to be a very enjoyable experience. To give
an immediate sense of mystery, I began by using a dark
pale+te.. creating an atmosphere of night which allowed a
feeling of deep and engulfing space to occur. By manip
ulating the perspective devices and relationships of sizes
of objects in the painting this feeling was heightened. (fig. 5 )
The figure, being the center of interest, was given a prom
inent location in the composition. It gives the impress
ion of leaning into an unknown environment. Perhaps to
become engulfed by It. Trees and other natural forms,
painted in careful detail, lend a feeling of reality to the
work and served quite well in helping to create the desired
effect. Intensified color became an important part of the
work and is one of its most interesting qualities. By
implementing glaze techniques, the color took on a jewel
like quality and added richness to the painting. In its
attitude and color quality, I find a great similarity
between this painting and a work by Grevenbroeck entitled
"THE RAPE OF PERSEPHONE".





which I have portrayed in this canvas since I am convinced
that much of its value lies in its capacity to evoke very
personal responses on the part of the viewer. This is
as it should be and I would prefer to leave it there.
Throughout the thesis painting I had been experiment
ing with the use of space in the compositions. Of part
icular interest to me had been the relationship of closed
space encompassed by the figures and their immediate surround
ings with the open space of background. My major
objective was to allow a flow of space from within the
center of interest, out into the remaining canvas. This
idea might toe described as a whirlpool effect or, perhaps,
like a flower opening from a tight center, budding and
reaching out into its environment. I do not entertain a
formal concern for composition in the sense that I feel a
need to confine the image within the physical dimensions
of the canvas on which I am working. Rather, I prefer
to allow the painting area to serve as a stage-like set
ting in which there is a focal point of major visual act
ion, which Is allowed to flow into the remaining canvas.
It is my contention that, as we perceive the world around
us, our eyes do not limit the
view to a predetermined
height and width. We have a focus of attention in which
we perceive detail and contrast clearly. The remainder
of what our eyes take in as background or surrounding
17
area, fades out of focus and decreases in its visual effect
until it is lost in the peripheral area of our line of
sight. I have worked for this kind of effect in the thesis
paintings.
The next painting was mainly directed toward this
thinking. It was my intention to create an imagery which
had a heightened feeling of actual physical form about it,
existing In an environment of deep and open space. I had
been studying the paintings of Francis Bacon at the time,
and became intrigued by his use of space. The resulting
work strikes me as somewhat less successful: than .the: other
paintings. ( fig. 6 ) The austerity of line and color
seemed to intensify the desired effect, hdwever the paint
ing seemed cold and empty. The experience was of value in
that it pointed up the need for subtleness in expressing
the kind of imagery which is most satisfying in my work.
It was in the next painting that I decided to attempt
to create a work which dealt.,with .the jnost subtle relation




since motivation for it came from recollections
of the heavy fog banks off the coast of Nova Scotia. In
its poetic quality, this painting seems the most complex.
I particularly enjoy the ambiguity of the figure and its
strange relationship to the implied landscape surrounding
it. (fig. 7 ) This ambiguity was pursued, as well, in the
18
relationship of sizes of objects. One gets the impress
ion, upon first viewing, that the figure is of normal size.
Upon closer study, however, size relationships begin to
imply other things. Hills and other landscape detail
suggest some giant form sprawled across the mountains.
As one continues to view the work, other human forms begin
to emerge from the implied landscape elements. The tot
al effect of the painting,Xr me, is one of deep yet elus
ive meaning, revealing Itself only to the most patient
and searching. The search is, for me, a. lasting and en
joyable experience.
By^ the time the
"fog"
painting was completed, I had be
come very curious to try some of the ideas which had dev
eloped in the thesis on a much larger scale. The final
painting was an attempt to carry out a work which embodied
the same concerns as my earlier drawings and. paintings;
a singular and direct image opening into unconfined space.
I felt that, while the idea had worked well on a small
scXe, it would be Interesting to attempt a large work
which would intensify the experience. Since it is not
my custcni to work on such a large area, I prepared for
this painting by executing several small sketches in pen
cil. This was done mainly to resolve the position of
the figure in relation to the surrounding space and the
sense of movement which I wished to create.




very generally, the structure and location of the human
form, as well as lines to point up the direction and flow
of the color areas in the background. This was follow
ed by dark, heavy brush lines to indicate points of em
phasis in the composition. From this point, I began
modeling the figure and laying in the color areas. Above
all I wished to create a painting which retained
the freshness of its first charcoal lines, while at the
same td>me alluding to form and deep, space. Both of these
objectives were successfuly realized.
The finished work, (fig 8 ) is for me a very direct
and honest statement, with a fresh and spontaneous qual
ity. The work embodies, for me, an expression of pos
itive and lofty human qualities, most Important among these
- the ultimate triumph of the goodness of man. At the
same time it evokes very spiritual responses and might
well serve, for those of a Christian tradition, to express
the promises embodied by Christ's resurrection. I would
prefer, however,





In conclusion, I feel that one thing in particular
has been made clear to me in this thesis. The idea might
best be expressed in the words of Werner Hof#ann when
he said;
If we select works of art that belong to different





ere Bedeutsamkeit ) they will often quite readily re
veal a common spiritual experience, i'5
The, relationship between painters of the Mannerist
school and many of those that followed them to the present
is mainly one of"internal significance", based on a unify
ing conviction of the existance of goodness and dignity
in mankind. While styles and media may vary consider
ably, I contend that it is the philosophy behind the
work
which links many contemporary painters
with those of the
past.
Burdened by social injustice, wars and other inhum
ane strife, there continue to
exist those who sense the
spark of humaness and feel the need to express this pos
itive conviction to others.
John Ruskin once said,
No man was ever yet convinced of any
momentous
truth without feeling in himself the power, as well
as the desire of communicating it.
It would seem that this idea
continues to hold true.
21
Neither national boundries nor the separation of centur
ies has caused the humanistic concern to cease. As we
consider the place man has created for himself in the
universe at this present point in history, one finds this
truth gratifying. While it has been the plight of the
humanists to , quite often, occupy a place of minor sig
nificance in world affairs, it is the permanence of his
feelings, which continue to exist, that is his major strength
....... it would seem that truth and goodness do not need
physical strength to survive, as do the more negative
aspects of human existence..
Perhaps, realizing that this is 30, mankind will event
ually find his way to the kind of world
which the human
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It must be said, at this point, that I do not mean to
imply that photography is without it's own potent qualit
ies. Nor do I contend that it is , in all respects sub
servient to painting. It is my personal contention
however, that where the object of expression is focused
on personal, intuitive statements, the limitations of
photography are such that they preclude the possibility
of accomplishing these ends when compared to the painters
versatile media. In the words of Beaumont Uewhall:
... it must be apparent that photograpy and painting
diverge greatly from their common ground. . . the photo
grapher faces the challenge of servere limitations...
he does not have the painters opportunity to reconsid
er, transpose, eliminate, augment...
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